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Leonard is fond of pointing out that "people aren't 'all of a piece.'" 
A seemingly casual remark, it also reflects one of his serious skepti-
cisms. It is a skepticism about the reasoning that biographers and 
historians sometimes use to try to show the "unity" of a person's life 
and creative works. (P. 439) 
So begins Janet M. Levy's "biographical vignette" of Leonard B. Meyer. 
Surely Meyer himself serves as a prime example of a scholar whose life and 
work reflect not so much unity as plurality. Indeed a look at the bibliogra-
phy of Meyer's publications reveals articles in such diverse areas as music 
therapy, aesthetics, ethnomusicology, contemporary culture, linguistics, 
music theory and analysis, music history, and music perception, appearing 
in the major journals of these fields. l All this in addition to five influential 
books that examine, among other things, the relation between Gestalt 
psychology and music perception, the role of expectation in creating mu-
sical meaning, rhythmic grouping and hierarchical accentuation in tonal 
music, twentieth-century culture and the music it has spawned, informa-
tion theory as a music-theoretical tool, paradigms for melodic structure in 
tonal music, and a history and theory of musical style.2 It is no surprise, 
then, that a Festschrift in Leonard Meyer's honor should reflect the man's 
diversity. Essays on music-psychological experimentation and perception 
coexist in this volume with detailed musical analyses, musicological re-
search with computer-implemented empirical studies, and so on. The plu-
rality that this book celebrates is its primary weakness, however, since the 
articles vary in quality as well as in subject matter. 
Narmour and Solie have organized the sixteen essays into four groups, 
followed by Levy's biographical essay and a bibliography of Meyer's works, 
published and unpublished. In the editors' introduction, the book's four 
divisions are outlined as follows: Part I inhabits "the terrain where musical 
experience intersects with the phenomena of history," Part II constitutes 
"a multidisciplinary meditation on theorizing and what to make of it," Part 
III explores "the role of empirical studies in these post-positivist days," and 
Part IV "addresses the experiences of listeners directly demonstrating how 
analytic and critical tools may be fashioned that are more respectful of 
those experiences" (pp. x-xii).3 Readers familiar with his work will recog-
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nize several themes in this organizational scheme that recur with some 
regularity in Meyer's puplications, most notably the empirical bent of 
several articles, the attention given to musical meaning and to the aural 
and creative experiences of listeners and composers, and the critical ex-
amination of the methodology of music theorists and historians. All the 
authors represented here show their indebtedness to Meyer's work in 
some manner, either by direct citation or by their choice of subject matter 
or approach. 
Part I consists of four essays focused primarily on historical musicology, 
but from a perspective that examines human responses to, and contexts 
for, musical experiences. The first two articles, by Ruth A. Solie and John 
Platoff, are among the most important musicological contributions to the 
collection. They are critical and philosophical evaluations of the assump-
tions underlying a collection of music-historical documents: in the first 
case, nineteenth-century critical responses to Beethoven's Ninth Symphony, 
and in the second, twentieth-century evaluations of Mozart's Idomeneo. The 
opening article, Solie's "Beethoven as Secular Humanist: Ideology and the 
Ninth Symphony in Nineteenth-Century Criticism," compares writings on 
Beethoven's Ninth Symphony with respect to the image projected of the 
composer and symphony, reactions to the symphony's form, and Christian 
and humanist interpretations of the work. As Solie puts it, "this essay ... is 
not 'about' Beethoven, nor 'about' the Ninth Symphony. Rather, it takes 
that piece and its attendant commentary as exemplary of the ways in 
which religious, philosophical, and political ideologies are reflected in the 
interpretation of music during the nineteenth century" (p. 3). Her bibli-
ography alone is a valuable resource, containing more than 50 reflections 
on Beethoven by such authors as Hector Berlioz, Claude Debussy, Vincent 
D'lndy, Edward Hanslick, A. B. Marx, Lowell Mason, Friedrich Neitzsche, 
Robert Schumann, and Richard Wagner. 
In a telling examination of an important issue, John Platoffs "Writing 
about Influences: Idomeneo, A Case Study" questions the value of "influ-
ence statements" in musicological research. Platoff quotes a number of 
authors who compare Mozart's Idomeneo with Gluck's Alceste and who as-
sert that Mozart was influenced by Gluck's work. This prompts an investi-
gation into the nature of musical influence itself, beginning with three 
conditions that must be satisfied in order to assert that "X influenced Y 
with respect to a"; these are Awareness, Similarity, and Change (p. 46). 
Briefly, it must be shown that Composer Y knew the music of Composer X, 
and that the two works in question are similar with respect to element a, 
which is being compared. Further, it must be shown that Composer V's 
music, previous to the influence of Composer X, either did not contain 
element a or contained a different treatment of a. Platoff gives numerous 
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examples from the musicological literature that illustrate authors' aware-
ness or lack of awareness of these conditions. He concedes that influence 
statements are attractive because they seem to offer explanations for 
changes in a composer's style, but warns that such attributions should be 
made only with careful consideration of their limitations. 
The final two essays of Part I, strong contributions by Margaret Murata 
and Rose Rosengard Subotnik, discuss cultural contexts for our under-
standing of music. Murata's "Scylla and Charybdis, or Steering between 
Form and Social Context in the Seventeenth Century" opens by distin-
guishing between two types of music-historical perspectives, as typified by 
publications of Charles Burney and Hugo Riemann: 
Burney'S history is untouched by Hegelian theories. Riemann's is on 
its way to the New Criticism. This is to say that Burney's interest in 
music is archaeological. Riemann, using a Hegelian metaphor, is 
tracking the spirit of music through history by its "forms" and is well 
on the high road to a scientific compilation of universal musical 
principles. (P. 69) 
She continues by noting that "we have inherited a jumble of approaches 
to Western music" (p. 69). In addition to those noted above, a critical 
approach emerged that assigned aesthetic evaluations to works. The as-
signment of value to some types of music over others divided absolute 
music from functional music, however, with the latter condemned to a 
subsidiary status. Analysis of the "ideal" absolute music revealed inner 
structural coherence, and the study of that structure, in turn, led to an 
isolation of the art work from the social and historical context in which it 
was created. Murata's article considers the sociological and philosophical 
implications of these changes of perspective. In addition, she contrasts the 
roles of the written and the oral transmission of musical knowledge, focus-
ing on seventeenth-century practice. Among her conclusions is the idea 
that musical scores exist somewhat separately from their social functions. 
She concludes that: 
Music is created in the social context ... of a double oral culture. The 
first is the social one that determines the demand for music; it condi-
tions what is expected and what is expressed, but not in great detail. 
The second consists of the transmission of music by and among 
musicians, through performances. The language of this second oral 
culture is musically specific, and it is syntactical. ... Both oral cul-
tures are historical, of course, but scores and society should not be 
expected to speak reciprocal languages. (P. 82) 
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Subotnik's "Toward a Deconstruction of Structural Listening: A Cri-
tique of Schoenberg, Adorno, and Stravinsky" is well-placed after Murata's 
essay, since it examines in more detail the cultural bias toward "scientific" 
approaches to musical understanding that Murata touches upon in her 
introduction. Subotnik cites writings of Schoenberg, Adorno, and Stravinsky 
that advocate the structural hearing of a musical composition as the or-
ganic unfolding in time of a generating musical conception. Structural 
listening is an active perceptual process, based entirely on the listener's 
comprehension of interrelations formed as the music unfolds, and thus is 
not dependent upon the listener's previous knowledge of the composer's 
compositional system or the context in which the piece was written. She 
argues that the opposite pole from structural listening is "medium": 
A historical parameter of music, signifying the ongoing relationship 
of any composition to a public domain of sound and culture, from 
the time of its initial appearance up to the present. This pole is 
defined principally through the presentation of sounds, organized 
by conventional or characteristic usages, into particular configura-
tions called styles .... (P. 88) 
The article is in two parts, the first presenting a cultural history of struc-
turallistening and the second, a case against it. Subotnik warns the reader 
that this mode of listening is so firmly established as the norm in Ameri-
can educational institutions "that it is all too easy for us to assume its value 
as self-evident and universal and to overlook its birth out of particular 
historical circumstances and ideological conflicts" (p. 88). 
The articles of Part II take a critical look at the role "theory" plays in 
three distinct academic communities: the literary critics, music psycholo-
gists, and performers and scholars of medieval music. The opening essay, 
Barbara Herrnstein Smith's "Masters and Servants: Theory in the Literary 
Academy," draws no parallels to the musicological or music-theoretical 
community, though such connections could be made. Instead, it examines 
the general relationship between theoretical activity and the institutions 
that support it, drawing examples from the author's field of expertise, 
literary criticism. She notes, for example, that theoretical activity in 
academia is constrained by various institutionally-developed structures and 
practices. Further, the conservative elements of administration are rein-
forced by an "institutional inertia," consisting of long-standing traditions 
and a system of governance by people with well-established academic ca-
reers, with "increased vested interests and decreased capacity for personal 
transformation" (p. 126). In short, the institution exerts subtle conserva-
tive control upon its theorists, to ensure that their activities uphold an 
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institutional mission.4 All this is preparatory to Smith's primary message: 
that when theorists' work becomes too innovative, the conservative ele-
ments within the institution may work to oppose and contain it. By way of 
example, she notes "that certain relatively novel forms of theoretical activ-
ity in the literary academy are now widely seen as forces of treachery, 
channels of heresy, and agents of transgression and dissolution" (p. 128). 
At issue is the relationship between the text itself and the criticism, which 
has traditionally maintained a master-servant relation. That is, formerly 
the criticism served the text, not only by explicating its meaning and 
structure, but also by elevating its status as a master work. Some recent 
literary theories, on the other hand, seek not to serve the text, but to 
master it; this suggests that the function of theory is not merely to serve as 
custodian of a textual canon, but it may extend to other theoretical pur-
poses. In the essay's concluding pages, the author notes that one of the 
major values of theoretical activity to an institution is its ability to "subvert 
institutional structures and throw standard operating procedures off 
course"; theoretical activity "thereby operates as a vehicle for the discipline's 
capacity for adaptive self-transformation or, as we say, its 'vitality'''(p. 137). 
The two essays that conclude Part II focus on music theory and its 
relationship other disciplines; Burton S. Rosner explores "Music Percep-
tion, Music Theory, and Psychology," while Jan Herlinger discusses "What 
Trecento Music Theory Tells Us." These two contributions, along with 
Eugene Narmour's "On the Relationship of Analytical Theory to Perfor-
mance and Interpretation" (in Part III), are important readings for any 
scholarly musician because they so clearly demonstrate the relation be-
tween theory and practice. Rosner divides his examination of the relation-
ship between music perception and music theory into three categories of 
interaction: first, psychology as explanation of music theory, focusing on 
Helmholtz's music-physiological experimentation, and the influence of 
Gestalt psychology upon Meyer's theories of emotion; second, psychologi-
cal experiments as evaluations of music theory, including Krumhansl's 
experiments on perception of tonal hierarchies and Rosner and Meyer's 
experiments on perception of melodic processes; and third, music theory 
as a source of mental structures, focusing primarily on hierarchical tree 
structures and the work of Lerdahl and Jackendoff. Herlinger's point of 
departure is his irritation at scholars who assert a wide separation between 
medieval theory and practice. In a concise and convincing discussion, 
Herlinger gives two instances in which such assertations about Marchetto 
of Padua can be disproved. In the first, Herlinger cites Willi Apel's conclu-
sion that the rhythmic notation in the caccia "Or qua conpagni" abso-
lutely contradicts the teaching of Marchetto; in the second, he quotes 
Fran{:ois:Joseph Fetis and August Wilhelm Ambros, who cite chromatic 
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progressions in Marchetto's Lucidarium as bold harmonic experiments that 
were not understood or used by musicians of the time. But, in fact, 
Herlinger shows a passage from Marchetto that precisely accounts for the 
rhythms that troubled Apel, and provides five musical examples from the 
period that match Marchetto's "bold" progressions exactly. Having estab-
lished that Trecento treatises do indeed reflect musical practice, the re-
mainder of Herlinger's essay concentrates on what information the writ-
ings of theorists reveal that cannot be gleaned from examining the music 
alone, including important documentation about rhythmic notation and 
practice, musica flcta, and tuning. 
The five articles that comprise Part III are those that use empirical 
methodology, but this methodology serves decidedly different aims. The 
first two essays, by Robert O. Gjerdingen and Frank Tirro, undertake 
empirical examinations of the characteristics that describe pieces within a 
given musical repertory, then formalize this information to write com-
puter programs that will generate new works in that style. Diana Deutsch's 
empiricism takes the form of psychological experimentation; she reports 
on a study that tests listeners' perception of pitch direction in stimuli 
designed to minimize octave placement. The final two articles of Part III 
use empirical methods in the service of music analysis: in the first case, 
John Chestnut examines Schubert's Moment musical, op. 94, no. 6, and in 
the second, Eugene Narmour critiques performances of various composi-
tions in light of his musical analysis. 
Robert Gjerdingen's research attempts, in spirit, to reproduce via com-
puter program the type of sixteenth-century singer who could improvise 
correct counterpoint on the spot. "Unlike the modern student, the six-
teenth-century singer would not have need to pay great attention to avert-
ing errors; the use of concrete correct patterns would have been habitual 
as part of the singer's internalized knowledge" (p. 201). This is the model 
behind Gjerdingen's, "Concrete Musical Knowledge and a Computer Pro-
gram for Species Counterpoint." His program, called PRAENESTE, is based 
not on rules of species counterpoint, but on stylistic constraints that are 
retained in memory as concrete patterns. As the author puts it, 
In response to each new contrapuntal situation . . . PRAENESTE 
uses a small but powerful memory of various concrete musical sche-
mata to provide for itself a selection of correct melodic patterns. 
Then, given what it has done up to that point, it selects a single 
melodic path that best satisfies a number of higher-level aesthetic 
constraints. For PRAENESTE, being correct is a matter of course; its 
main concern is with style. (P. 201) 
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Gjerdingen's essay is a clearly written prose description of the aesthetic 
and stylistic choices made in designing each subroutine of the counter-
point-writing program. 
Frank Tirro, in "Melody and the Markoff-Chain Model: A Gregorian 
Hymn Repertory," also uses the computer to generate music within spe-
cific style constraints, but he takes as his criteria for program design not 
empirically determined "artistic" standards, but instead probabilities that 
are mathematically determined by a first-order Markoff chain. A Markoff 
chain assumes that, given a series of events, the earlier events create a 
context from which the probability of the next event's identity can be 
determined. In a first-order Markoff chain, an event's likelihood is based 
on the probabilities suggested by the single preceding event; in a second-
order chain, an event's likelihood is calculated based on the last two 
preceding events, and so on.5 Tirro makes a simple tally, given the entire 
repertory of Tone 1 and Tone 2 hymns of the Antiphonale Monasticum, of 
the number of transitions that span anyone pitch to any other (e.g., how 
many times does C proceed to C, C to D, C to E, etc.). These are repre-
sented graphically on a two-dimensional array, and probabilities calcu-
lated for each possible transition. Finally, these data are used to compose 
Gregorian-style melodies. One cannot help noting that a first-order Markoff 
chain is not a very sophisticated model for musical structure; surely it is 
for this reason that the author chose a monophonic repertory, with fairly 
predictable recurring melodic patterns. Tirro ought to consider a further 
study using higher-order Markoff processes and a more musically-complex 
repertory. It would be interesting, for example, to compare the results of a 
Markoff-generated program for sixteenth-century counterpoint with those 
of Gjerdingen' s PRAENESTE. 
Diana Deutsch's experiments attempt to provide empirical evidence for 
supporting or questioning some of the fundamental tenets of music theory. 
Among the issues she tests in "Pitch Class and Perceived Height: Some 
Paradoxes and Their Implications" is perceptual invariance under trans-
position. Mter an explanation of the distinction between pitch class and 
pitch height, she describes an experiment that uses tones constructed so 
that pitch height is minimized in favor of pitch class (Shepard tones); this 
is done by arranging the frequencies of simultaneously sounded octave-
related pitches so that no one octave placement is perceived as dominant.6 
In one experiment, she presented a series of melodic tritones, using 
Shepard tones, and asked her subjects whether the interval ascended or 
descended. Her results showed that "thinking of the pattern as succes-
sively transposed up in semi tone steps beginning with C-sharp as the first 
tone of a pair, the pattern was first heard as ascending, and then, when F-
sharp was reached, it was heard as descending; and so on" (p. 268). In 
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what she termed the "tritone paradox," the listeners' perceptions were 
altered as the stimuli progressed around the pitch-class circle; the tritone 
C#-G was heard as ascending, but F#-C was heard as descending. The 
essay describes several other experiments, one in which two contrapuntal 
lines, A and B, were heard as though melody A were the lowest sounding 
voice when played in the lower end of the pitch-class circle, but when 
transposed to the upper end, A was heard as the upper voice and B as the 
lower. Deutsch sees her results as a counter-example to the accepted psy-
chological model of pitch representation, after Shepard, as a rising helix 
with pitch classes on the circular dimension and octave-related pitches 
vertically aligned (p. 291), and as a counter-example to the principle of 
invariance under transposition. However, by suppressing pitch height in 
favor of pitch class, she creates an artificial context which probably would 
not be duplicated in a musical situation. Although her experiments raise 
interesting perceptual issues, these results should not lead musicians to 
question the perceptual validity, given true musical contexts, of Shepard's 
helical model, nor of invariance under transposition. 
John Chesnut's "Mfective Design in Schubert's Moment musical, op. 94, 
no. 6" is the most disappointing essay in the empirical group. Chestnut 
begins by criticizing traditional theories of formal analysis, first because its 
abstractions obscure individual differences between compositions, and sec-
ond because similarities and differences between formal sections are not 
adequately categorized in his opinion. He proposes instead a new system 
that focuses on comparisons among formal sections, based on four affec-
tive dimensions: forcefulness, activity, brightness, and complexity. Based 
on the extremes of each of these dimensions, eight categories may be 
derived that define a semantic space, such as resigned versus exuberant, 
tragic versus cheerful, agitated versus masterful, and angry versus tranquil. 
Thus, "analyzing the affective design of a musical composition involves 
tracing a time-line through this semantic space" (p. 298). The remainder 
of the article consists of an experiment performed on "an audience of 
one: myself" (p. 300). Chestnut listened to a recording of the Schubert 
composition and rated each ofthe phrases (from 1 to 5) within a semantic 
space. Needless to say, it is questionable whether the results can be gener-
alized for any other listener, since the categories and criteria for rating 
were so vague and since the experimental group of one was so limited. 
Despite his criticisms of traditional theoretical approaches, Chestnut's 
theory seems to suffer from more weaknesses than the theory he wishes to 
replace. 
"On the Relationship of Analytical Theory to Performance and Inter-
pretation," by Eugene Narmour, uses the medium of commercially-re-
leased recordings to compare interpretations of compositions by Brahms, 
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Haydn, Mozart, Handel, and Strauss. Narmour examines "both why from 
an analytical point of view a given performance may be heard as being 
either good or bad, and why performing a given passage one way or 
another makes a significant difference to the listener's experience" 
(p. 318). He begins by considering the issues ofform (chiefly the recogni-
tion and treatment of motivic/thematic recurrences), and function (in 
this case, a retransition that is dovetailed with the recapitulation), as well 
as the power and effect of dynamic changes improperly applied. He then 
proposes a brief theory that categorizes several levels of closure, based on 
the congruence or noncongruence of certain melodic, harmonic, and 
rhythmic patterns that are deemed cumulative or counter-cumulative. He 
draws upon Meyer's work in his discussion of melodic implications, and 
the various performance choices that can strengthen their effect. The 
article closes with an extremely detailed and revealing comparison and 
critique of recorded excerpts from Strauss's Der Rosenkavalier. Narmour 
analyzes the excerpt with respect to the issues previously discussed in the 
article, then compares the interpretive decisions made by various artists to 
those his analysis would suggest. 
The essays in the final part of this collection examine ways in which 
listeners make sense of musical relationships as they are heard. Again, 
each author does so from a decidedly different perspective: Patricia Car-
penter from her examination and understanding of Schoenberg's writ-
ings, James Kidd from his theory of melodic tonal strength, Robert Hopkins 
from writings on the function of the coda, and David Brodbeck from the 
perspective of the composer as "listener," as he examines via manuscript 
study the various musical criteria by which Brahms reordered movements. 
The article that opens this section, Carpenter's "Aspects of Musical Space," 
is an important contribution to the collection for its discussion of 
Schoenberg's perspectives on tonality and form. She defines musical space 
several ways: as "the constructed and perceived continuum of a musical 
work," and "the background against which both the coherence and the 
unity of the work unfold" (p. 342). It is "ultimately a conceptual space, the 
space in which a thought takes shape, gathers body to itself, unfolds" 
(p. 368). Carpenter uses her analysis of the Schubert Impromptu, op. 90, 
no. 3 as the vehicle for a discussion of Schoenberg's views on musical 
structure. Most valuable is her clear definition of Grundgestalt and her 
illustration of the role it plays in her analysis of the Schubert piece. The 
Grundgestalt 
is a concrete shape, constructed by the composer, grasped by the 
listener. The theoretical basis for its concrete unity is the unity of the 
two-dimensional space; in this sense the musical idea is neither melody 
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nor harmony nor rhythm, but a concrete entity consisting of all 
three. (P. 354) 
She also explains in some detail Schoenberg's conception of tonality and 
extended tonality, in terms of a dynamic conflict between forces that 
support the tonal center and those that challenge it, using examples drawn 
from the Impromptu. 
James C. Kidd's concept of tonality is not nearly so well defined as 
Schoenberg's. Indeed Kidd's "Tonality in a New Key" is analytically naive 
throughout, and one of the weakest contributions to the volume. It amounts 
to little more than affective descriptions of selected passages of music; 
this, for example, is his description of a Mozart sonata theme: 
The sensation of these three Cs is nearly identical to watching a 
small ball bouncing on a table-top, losing energy in a mathemati-
cally-graded way with each decreasing rebound. Mozart's eighth-note 
upbeat is nearly passive, wanting to hold slightly before gently nudg-
ing the phrase over the edge into motion. It is difficult to imagine a 
more simple initiation of motion, or straight-forwardness of inten-
tion, yet there is an elegance and almost a feeling of insouciance in 
the descent. (P. 382) 
Kidd has three complaints about most examinations of tonality: first, while 
the definitions may be technically correct, they reveal little of the listener's 
experience of tonality; second, few theories exist that consider tonality as 
it functions in melodies, without regard to harmony; and, third, "analyti-
cal discussions about or involving tonality almost always concentrate on 
the long-range features of the tonal-structural hierarchy" (p. 375). The 
fact that the author wishes to undertake a study of tonality that disregards 
harmony (without considering the fact that melodies imply harmonic con-
texts), and that disregards hierarchical considerations altogether, is in 
itself somewhat suspect. Kidd undertakes a study of "four diatonic melo-
dies" in order to examine the nature and perception of melodic tonality. 
His premise is that not all melodies in C major are simply in C major, but 
that instead they exhibit a range of "C-majorness." He offers as examples 
the opening themes from the third movement of Mozart's Piano Sonata in 
C Major, K. 309, the opening theme from the first movement develop-
ment section of Schubert's Piano Sonata in A Major, D. 959, from Faure's 
thirteenth Barcarolle, and from 'Jimbo's Lullaby" from Debussy's Children's 
Corner (transposed to C for purposes of comparison). This choice of musi-
cal materials calls into question the very purpose of the comparison, since 
with the exception of the Mozart melody, none of these is a diatonic C-
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Major melody; the Schubert and Faure contain chromatic tones, while the 
Debussy is pentatonic and does not even includle the pitch-class C. Regard-
ing the pentatonic passage, Kidd says, "I do not know how to categorize 
this passage technically, but what I do know with utter conviction is that its 
quality of motion is of a very special order, not light, not slow, not soft, but 
totally free of any resistance or surface tension" (p. 391). He concludes 
that "tonality is not something generalized and abstract ... it is the per-
ceived and realized quality of motion that is tonality" (p. 392). The reader 
is left without a sense that Kidd really understands tonality at all. 
The last two essays of the collection mark a return to the type of article 
with which this Festschrift opened; these are musicological studies, now 
with an emphasis upon listener perception of formal function and musical 
coherence. The first examines the various roles Beethoven's codas play, as 
well as previous writings on the functions of codas from such musicologists 
as Kerman, Ratner, and Newman; the second is a manuscript study of the 
Brahms Liebeslieder Waltzes, but focuses on elements of perceptual coher-
ence and closure in various orderings considered by the composer. Robert 
G. Hopkins's "When a Coda is More than a Coda: Reflections on 
Beethoven" is a good historical overview of the coda's expansion in nine-
teenth-century sonatas and symphonies, particularly those of Beethoven. 
He cites a number of previous publications on this subject as well as his 
own analyses in formulating three types of functions for expanded codas, 
for which he provides a number of well-chosen examples. First, an ex-
panded coda may contain the resolution of some thematic or tonal "is-
sue"; second, it may serve as a final recapitulation or peroration; and, 
third, it may offer tonic resolution for some non-tonic element in the 
recapitulation. In the final essay, David Brodbeck discusses "Compatibility, 
Coherence, and Closure in Brahms's Liebeslieder Waltzes. " This is a study of 
sketches and correspondence in which Brahms proposed several alterna-
tive organizational schemes for the Liebeslieder Waltzes. Brodbeck compares 
and evaluates each of these orderings with respect to three criteria: first, 
compatibility of style and character; second, coherence (as evidenced by 
tonal, motivic, and textual links between movements); and, finally, closure 
(satisfactory tonal, textual, and aesthetic finality at the end of each 
subgrouping, as well as at the end of the entire cycle). 
Leonard Meyer should be proud of this colilection in his honor. It is 
clear that his work has deeply influenced a generation of scholars. The 
editors agree that ''what these writers have learned from Meyer is the 
refusal to be defeated by or capitulate to the sometimes argumentative 
interplay between the historical persona of musicology and its more ana-
lytical moods" (p. x). In many of these essays, the authors manage to "step 
back" and take a critical and evaluative look at the nature of musicological 
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and music-theoretical research, both in relation to other disciplines and in 
relation to the musical experience of composer, performer, and listener. 
For the impetus behind these studies, we may have Leonard Meyer to 
thank. 
-Elizabeth West Marvin 
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